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a community called Chakyar. All the thirteen plays of Bhasa, seven others viz. 
scharyachudamani of Saktibhadra; Kalydnasougandhika of Nilakantha; 
Nagananda of Sriharsha; Bhagavadajjukiya of Bodhayana and Mattavilasa of 
Mahendravikrama Pallava are known to have been put on stage by the Chakyars of 
Kerala. Attaprakarams (directions for acting) and Kramadipikas (codes of procedure) are 
available for many of these but are not easily made available by the Chakyars for others. 
A performance of Kitiyattam is not designated by the name of the drama, but by the 
name of each Anka (act) of the drama, since even a single Anka requires several nights to 
perform and completeness is achieved by Nirvahanam {recapitulation of the earlier 
Parts)— prefixing to the performance portions from the earlier Ankas of the drama and 
various other sources. 
fot all of the above dramas have a Vidushaka. The Vidushaka appears only in 
Pratijnayaugandharayana and Swapnavasavadatta and Avimaraka of Bhasa, 
Subhadradhananjaya and Tapatisamvarana of Kulasekhara; Nagananda of Sriharsha, 
Bhagavadajjukiya of Bodhayana and Mattavilasa of Mahendravikrama Pallava. 

Of these, the Vidushaka in Subhadradhananjaya, Tapatisamvarana and Nagananda 
come under the same: category. The Vidushakas in Pratijnayaugandharayana, 
Bhagavadajjukiya and Mattavilasa are all different. I have not been able to locate the 
Attaprakaram and Kramadipika for them. 

To do full justice to the treatment of Vidushaka in Kitiyattam, one would require a few 
days for presentation and hundreds of pages of writing. The reason for the need for an 
elaborate treatment of the Vidushaka of Kitiyattam is that for his performance, the text 
Provides only a nucleus. Mantrankam, the third Act of Pratijnayaugandharayana has a 
Monologue, which takes thirty-eight nights for presentation on the stage. A monologue in 
Bhagavadajjukiya takes sixteen nights on the Kitiyattam stage. 


Kee is the presentation of Sanskrit dramas in the Kerala temple theatres by 


I. Let us first take up the Ripaka- Subhadradhananjaya of Kulasekhara (a Kerala 
dramatist). There are five Ankas in this Rupaka of which the first Anka takes eleven nights 
for performance. The Vidushaka in this makes his entry on the fourth night. The 
background theme at this juncture is as below. ? 
_ Towards the end of his one year’s pilgrimage, Dhananjaya halts at Prabhasatirtha on 
his way back home. Kaundinya, who accompanies him on this pilgrimage, feels tired, 
hungry and thirsty. He is near an Asrama (hermitage) and begs for alms from the ganas 
It is at this stage that from the Nepathya, we first hear aloud the Prakrit dialogue of the 
Vidushaka “Bho-Bho Bhagavantho Mahesino dikham dedha dikham dedha”. 
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The Vidushaka then enters holding a rolled up leaf, begging for alms from the hermits 
in the parnasala. His face and chest are smeared with white rice flour, with stripes and 
vermillion circular marks on his chest, arms, forehead, cheeks, nose and chin, with long 
and wide black hands for the eyes, a black moustache drooping on one side and turing 
upwards on the other, a rolled betel leaf tucked in one ear and a ball of flowers in the other 
in place of earrings. He enters and begs for alms conceiving the auditorium as the 
parnasala and the audience as the hermits. 

From this Pravesaka (entry), he goes on to the formal establishment of the Vidushaka 
character, i.e. enacting the Vidushaka Stobha, after a special type of dance called Chari. 

The Vidushaka stobha consists in pretending to chew the pan, cleaning the sacred 
thread yajnopavita, combing hair with fingers, fanning himself with the shawl. After that 
he meditates. He then commences his humorous narration, extolling the uncertainty of 
fate (karmaphala) and relates the story of the Brahmin with respect to his fate; and then 
how even the Trinity, Brahma, Vishnu and Siva, had to suffer on account of karmaphala. 
He compares Brahma to a kulala (potter): both of them are creators; one creates man with 
parca bhiitas, the other creates pots with pancha-bhiitas (earth, water, air, then the empty 
space within the pot being akdsa and fire). The only difference is that Brahma fires his 
creature after use. The potter fires his creation before use. 

On the fifth night, he interestingly relates many disputes and quarrels with several 
anecdotes On the sixth, seventh and eighth nights he narrates the fulfilment of the 
purusharthas, which is a stinging social satire. Here, instead of the accepted 
purusharthas—Dharma— Artha, Kama and Moksha — he discusses Asana (Feasting), 
Rajaseva (serving and pleasing the king), Vinoda (sexual enjoyment with a prostitute) and 
Vanchana (Betraying the prostitute whom he had enjoyed). In Asana he explains how 
these people once went in search of feast, how they enjoyed each of the items of food etc.; 
in Rajaseva, the different types of kings and how dangerous it is to serve a king (It is like 
licking the edge of sharp sword or kissing a poisonous cobra). In Vinoda, he describes 
how sex is to be enjoyed, the different types of women, different types of prostitutes and 
so on. It may be noted that whatever has happened on these days has no direct bearing 
either on the story or dialogue of the drama. On the ninth ni ght alone the text of the drama 
is enacted, 

Going around the hermitage for alms, and finding it deserted, Kaundinya Vidushaka 
curses his fate and then sees water at a distance. He rushes to it to quench his thirst, but it 
is only a marichika (mirage). Dhananjaya calls him back — “Sakhe”— but the thirsty 
Kaundinya hears only the last syllable “e” and imagines it to be the sound of waves; the 
next time Dhananjaya calls “Sakhe” he hears the last “Khe” and, being thirsty, he thinks 
it is the sound of the frog in the water. The next time, Dhananjaya calls, Kaundinya hea’s 
him all Tight. This is the way that even a call “Sakhe” is developed by the Vidushaka in 
Kitiyattam. 

In the enactment of the drama, apart from rendering his Prakrit dialogue in a humorous 
way with actions, the Kitiyattam Vidishaka has several other roles to perform. He must 
first render his Prakrit Passage, then give its Sanskrit version, then explain it 
ee and then recite, in Malayalam, a Chdya-sloka (shadow or parallel stoka) or 

a pratisloka (a Sloka with counter-meaning). He should do the same things in re 
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of whatever the Nayaka (Hero) or Nayika (Heroine) may say or do. The s/oka should be 
explained with anvayam and the meaning explained in very great detail with examples, 
ancedotes etc. 


There is a sloka in Subhadradhananjaya: 

Saundaryam, sukumarata, madhurata kantir manoharita, 
srimatta, mahimeti sargavibhavan nissesa narigunan 
etasyamupayujya durvidhataya dinah paramatmabhih 
srastum vaiichati cet karotu punarapyatraiva bhiksatanam. 


The Vidushaka explains this on the following lines. Dhananjaya will say ‘Atmahd 
bhikshatanam karotu’. Then the Vidushaka will say: What? “Atma-Bhi bhikshatanam 
karotu”? Didn’t you get any one else to do the bhikshatanam. What a tall order, my friend! 
There are millions of people for begging in this world. (Looking at one among the 
audience), Look, this man would like to beg. He will do any amount of begging. Even, 
here, he came by begging for an invitation. Not only he, several people here are like that. 
Look here (to another man), Did you also not come here by begging? When such is the 
case, why did you order Brahma to beg? Well, even big people are begging. Does not our 
Prime Minister beg for money from other countries? Nowadays, we have all reached a 
condition when we can exist only by begging. But asking the Almighty Brahma, who can 
create anything, to beg is real madness. Probably you think that you are such a great man 
fo give orders to Brahma. You think you are a Soma-Vamsa Prince. You are the son of 
Indra, the friend of Krishna and all that, but there must be a limit to madness. 

He goes on narrating interesting stories of madness. Then he says: I wanted you to 
describe the beauty of the girl. You now say: “Let Brahmi go begging”. You don’t answer 
me, You are mad, etc. etc., In this strain the Vidushaka continues for nearly twenty 
minutes and finally asks: Why are you so angry with Brahmi to say that he may go 
begging?” 

Thus Dhananjaya says “durvidhataya dinah”, the next phrase in the sloka in anvaya. 
This is repeated by Vidushaka who continues: “I see, he is in a pitiable condition. I did 
not know that. Poor Brahma! He created the whole universe and now is in difficulties. 
Many rich people reach this condition nowadays.” , 

This is the way the Vidushaka explains a sloka. Then he reads a parallel sloka which 
Teminds him of the ugliness of his housemaid: “If Brahma exhausted all his resources of 
Soundaryam, Sukumirata, Madhurata, Kanti, etc. in creating this beautiful girl, and had 
‘0 go begging to her for these for another creature, the same is the case with Chakki my 
house-maid. In creating my ugly housemaid Brahma exhausted all his resources of bad 
breath, foul body odour, ferocious looks, vulgar language, repulsive glances etc. And if 
Brahma wants to create another one, he has to go and beg of Cakki, my house-maid- This 
'S one type of Vidiishaka. The Vidiishaka of Tapatisamvarana and Nagananda also 
belong to this category. . 


p, Let Us now consider the Vidushaka in Mantrankam, the third act of 
“arijnayaugandharayana of Bhisa. 
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The three ministers of King Udayana, who is held captive, conspire to get him released. 
Yaugandharayana disguises himself as a lunatic, Vasantaka as a jesting beggar, and 
Rumanvan as a monk. 

The plots and intrigues in managing the escape of King Udayana form the theme of the 
third act of Pratijna called Mantrankam in Kitiyattam. The main character in this act is 
Vidiishaka, the jesting beggar, the disguised Vasantaka. 

The text of his monologue is as follows (The Sanskrit version of the Prakrit text). 
Vidushaka: “Bhoh devakulapitikayam mama modakamallakam niksipya daksinamasakan 
ganayitava badhwé pratinivrtta idanim modakamallakam na prekshe.....etc. “Ha, I put my 
bowl of sweets at the feet of the temple deity, counted the gold pieces received as gift,tied 
them up, and when I look back, I do not find my bowl of sweets.” : 

This is apparently an incoherent and iudicrous monologue. But it has an implied 
meaning. “The beggar having deposited the sweet balls at the feet of the deity” implies 
that Udayana is deposited safe in the hands of Vasavadatta. His “counting the gold pieces 
received as gift” implies that the instructions he received in the execution of the plan for 
the release of Udayana have been checked. “When he looked back, the sweet balls are 
missing” implies that after checking up the plan, when he arrives at the meeting place for 
discussion the chief planner is missing. 

Such double meanings cannot be conveyed by a single medium of expression in the 
normal course by just rendering the dialogue. In many situations in Kutiyattam, the 
obvious meaning is conveyed by the oral delivery of the text and the implied meaning by 
hand gestures, etc, But in the presentation of the above monologue by the Vidushaka, the 
Katiyattam presentation goes far beyond this, Let us see how it is done in Mantrankam. 

The first night of Mantrankam starts with the ritualistic and ceremonial entrance of the 
Vidushaka dressed in a clumsy way wearing a loincloth, carrying a stick in hand, a bag 
on his shoulders, a conch rosary tied around the head, and the forehead smeared with 
sacred ash. He performs the usual dances and narrates in a stylised language and with the 
use of gestures the background story and ends with a story called Paramangalam, 4 
stinging satire on the Nair community, and pronounces the first word “bho” in the text of 
na ries above. With this, the first night’s performance of nearly three hours comes 

‘0 a close. 

The second night covers only certain ritual dances. The third night after the situal 
dances, there is kesadipadavarnanam or description from head to foot of Siva and Parvati 
with dance and hand gestures. On the fourth night, the Vidushaka starts Nirvahana, i.e. the 
Tecapitualation of the story thus far, covering the birth of Udayana (his ancestors being 
included in the story), the incidents leading to the capture of Udayana by the enemies, the 
scheme drawn up by Yaugandharayana, Vasantaka and Rumanvan to secure the release 
Sdcaiasen an: consequent adoption of various disguises by the three _ 
= pas narma-sachiva Vasantaka taking the disguise of a jesting beggar, PY 

ne grace of Siva at the Siva temple. He expresses his shock of surprise and is waiting it 
his own pitiable disguised form. Then, he consoles himself extolling the virtues of various 
pire aepary a disguise like the new tuft of hair, bag, conch, TOSAarys stick etc. BY 
g orally the various advantages of each of these, he substantiates their virtues by 


VIDUSHAKA: GLIMPSES IN SELECT PLAYS 71 


appropriate stories tinged with satire and humour which send the audience to peels of 
laughter. 

The next night, he goes on to describe the technique for releasing Udayana, the choice 
of accomplices, the need for wisdom, tact etc.... required in such ventures. He discusses 
the Jakshanas (characteristics), the merits and demerits of the various methods with stories 
to support them. Then he chooses ‘Sivoti’ whom he, in his mind, deems to be his rather 
symbolising his conscience. Whenever an adventure is thought of, there is his timid nature 
which cautions him against any rash action. Then wisdom (Sivoti) gives him the proper 
guidance. 

Thus when he proceeds along the path to obtain the release of Udayana, he finds two 
paths. One path is called parajyan, (based on Sukraniti), which is concerned with the 
destruction of the enemy rather than with achieving good results for one self. The other 
path is atmodaya, which is not concerned with the enemies’ destruction, but only with 
one’s own welfare. The second path is choosen. He chooses the second path only after 
discussing the advantages and disadvantages of each with long interesting stories in 
support of them. 

When he proceeds along the chosen path of atmodaya, he finds four paths: sama, dana, 
bheda and danda, He examines each of these and rejects each of them, but finds a small 
byway near the Sama path. This is abhedokti sama. When he goes along abhedokti sama, 
he finds six paths. He discusses each of them and rejects and finds a small seventh 
indistinct path called pracchanna barhaspatyam, which implies disguise and spying work, 
followed by cunning methods, to win over a strong enemy. In support of this, he relates, 
the Vamandvatira of Vishnu and Tripuradahana. In this way, with several stories, 
maxims, proverbs, etc., the narration goes on for séveral nights and on the 38th night, the 
drama moves forward from the first word “Bho” in the Vidushaka’s monologue in 
Mantrankam. 

Imagine, a monologue which should not take more than two minutes to render orally 
as required by the playwright takes thirty-eight nights for the Kiitiyattam artiste. The text 
of the play is augmented multifold by several thousand times, when all the implied, 
Temote and counter ideas and ideologies are brought in, exposed and thrashed out 
completely shaped, with nirvachanas, vyakhydnas, bhashyas, akhyanas, upakhyanas, etc. 
tendered in a humorous manner, with believable and natural down-to-earth stories, 
Unbelievable and supernatural legends, in prose and verse, orally and visually rendered by 
a single performer. Political ideas and philosophies are expounded on the basis of 
knowledge acquired from Arthasastra, Dharmasistra, etc. dealing with various types of 
episonage, choice of co-workers, etc. 


One more type of Vidushaka, viz. Sandilya of Bhagavadajjuktya of Bodhayana, 1s 
briefly discribed here. ; 

Sandilya, the Vidiishaka, coming from a poor Brahmin family, seeks various paths for 
getting Annam (food). Not being satisfied with the inadequate annam provided in his 
traditional background, he joins a Buddhist monastery where he is told that they feed well. 
But he finds the annam provided there also inadequate. So he leaves the monastery and 
joins a parivrajaka as his sishya or disciple in the hope of getting annam. There, he is 
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made to carry the belongings of the parivrajaka like a donkey. This is the background of 
the Pravesaka of Vidiishaka, Sandilya. I give below the monologue of Sandilya (in the 


Sanskrit version of the original Prakrit) 


Bhoh prathamam-evahamkaratakases-samiddhe niraksarapraksipta jihve kantha- 
prasakta-yajnopavite Brahmanyamatra-partisute kuleprasitah. Tato dvitlyam 
asmikim giheSana-naSena bubhuksitah pratar-aSana-lobhena Sakyasramanakam 
pravrajitosmi. Tatas-tatra dasvah putranam-ekakala-bhuktatvena bubhuksitah 
tamapi visrija civaram vhitva, patram pratolya chatra-matram grhitva nirgatosmi. 
Tatas- triyamasya dustacaryasya bhanda-bhara gardabhassa-mvritah. 


(“First of all, I was born in a family where they maintained themselves by eating the 
remains left over by crows [on the completion of funeral rites]. I was absolutely illiterate, 
though I wore the sacred thread or yajnopavitam and was very proud of my Brahmin 
origin. Secondly, due to scarcity of food in our home, I went hungry. Thinking that I 
would get at least a morning meal, I joined a Buddhist monastery. But since those bastards 
gave me only one meal a day, my hunger increased. So I left that; I tore up my robe, broke 
my begging bowl, but carried with me the umbrella. Thirdly, I joined this bad Acharya, 
who burdened me with all his belongings, which I carry like a donkey.”) 


In Kitiyattam, this monologue is rendered by Sandilya, the Vidushaka, in sixteen 
nights. This performer is to be proficient in all shdstras, all darshanas, and everything 
connected with the Hindu religion as also the Jaina and Buddhist religions, philosophies 
and life in the monasteries. The Attaprakaram specifies that the performing Chiakyar 
should get training from Bhattas etc. Let me indicate in brief the nature of the exposition 
of this monologue by Sandilya. 

Indicative of “Bho”, Sindilya enters wailing in his ugly disguise. The hair on his head 
has been reduced to a small tuft with conch rosary tied around; his dress has been reduced 
to a loin cloth, his forehead, arms, chest etc. are smeared with sacred ash; he finds a danda 
(stick) in his hand and a small bag under his arm. In addition, he is shown carrying a big 
bag of belongings of the parivrajaka his guru. He has a crooked stance with one of the 
legs being supported by the danda. His eyes are inquisitive. 

His crooked stance represents his mental deflection and his consequent defections from 
a devout piirva-mimamsaka to a Buddhist and now to a yogi. His jijndsa drshti (searching 
eyes) represents his quest, viz. Brahman. Then he shifts his stance and shows Brahman in 
hand gestures and cries in happiness. 

Then he renders vocally the external meaning of the passage as follows: 


Ah! What a fate! When someone dies, on the eleventh day after the death, offerings of rice balls are made 
and the crows eat them. The remains left by the crows used to be my food. Such was my poverty. As for my 
hited duties. I do not know even a single mantra of the Vedas. But with the sacred thread on my shoulders, 
ike a creeper around a tree, I used to go to the highways to pri in hearing peop! ing me by the 
caste name of Brahmin. ili att aia rib 

t then heard that the Buddhist monasteries serve a sumptuous moming meal. Delighted to escape from 
starvation, I converted myself to Buddhism and joined a monastery. But those bastards gave me only one 
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a day and it increased my hunger. In anger I tore away my dress, broke my begging bowl and taking only the 
umbrella to protect me from sun and shower, | left the Buddhists in search of annam (food). Then I met this 
parivrajaka who promised me annam. He gave me all his belongings including yoga sambharam tied in a bag 
and I carry it for him like a donkey. But he also has not fed me adequately so far. 


The Vidhushaka then renders the inner meaning of the above passage: “Born in a 
family of rtviks, 1 observed all the vedic rituals for the sake of annam (Brahman). But I 
found that, that would not fetch me annam. I then thought that J will be able to get annam 
[Brahman] by following the Buddhist religion. That also did not satisfy me, because it was 
incomplete. [Here he discusses the various darsanas, pramanas etc.] 1 am now with his 
parivrajaka to get annam through Yoga.” 

On the fourth night, the Vidushaka, after performing several kriyas (ritualistic actions), 
looks as if he heard a sound: “What is it that [ hear? Didn’t you hear it?’’ He tries to listen 
in different ways and suspects that some one is crying about the death of a person: “Is it 
not someone weeping at the death of somone else. Then, did he die a death or did he not 
die a death’ He pretends to check up and say “No, it is a certain death.’’ He assures 
himself. And then he says “If so, how did he die?. He died of an arrow, he died of an 
arrow, he died of an arrow. How did the arrow get here? Probably the God misplaced it 
here. Where exactly did God misplace the arrow?”’ etc. etc. The talk continues. 

Then he asks: “Who was it that died? Was it a Brahmin, Kshatriya, Vaisya, or Sidra? 
He was a Brahmin. If he was a Brahmin, was he Rgvedi, Yajurvedt or Samavedi? If he 
is a Revedi, is he an Agvalyayana or Kaushitaka?. If a Yajurvedi, among the 101 types 
only Baudhayana and Vadhiilakam are important. To which of these does he belong? If a 
Samavedi, out of one thousand types, is he a Talavakara or Chandogya? 

He describes the funeral rites of each of the above categories in brief. Then he comes 
to leam that the deceased is an Agvalayana Rgvedi. Then he confirms that as between 
Ekagni and Tretagni, he is Tretagni, He describes, their funeral rites in great detail. This 
way the Vidushaka goes on with this discourse for thirty-eight nights. 

The Mattavilasa Vidushaka is the kapdli. He is yet another type. The time at my 
disposal would not allow me to discuss him here. . 

Thus the Vidishaka in Kitiyattam is not just the character that the dramatist had in 
mind. He just uses the text of the drama as a springboard to catapult himself into the far 
regions of space-covering aesthetics and literature as in Subhadradhananjaya; Dharma 
Sastra, Artha Sastra etc. as in the case of Mantrankam, or religion, philosophy etc. as in 
Bhagavadajjuka. a 

The definition of Vidushaka as ‘vidyayamatinipuno’ and ‘viratamakhilasyaSayavedt" is 
Most apt in the case of Katiyattam. Chakyars recite the following sloka on the 
Qualifications of a Vidashaka: “Ekasyam vidyay4matinipuno narmani pravinatarah 
hasyakrdya’ ’-viratamakhilasyasay vedi vidusakajneyah. 

The other definitions in Sahityadarpana and other books do not add to our knowledge 
i the Viushaka of Kitiyattam. They just look up at him as ‘hasyakara’, kalaharati’, 

namavadi’ ‘vikrtanga-vacho-vesha’ etc. 


Vachikabhinaya 


MANI MADHAVA CHAKYAR 





rasas, and time; these are also sometimes referred to as ragas. This paper describes 


n Kitiyattam, for vachikabhinaya, several svaras are used to suit different characters, 
I: names, application and examples of these svaras. 


The Name of Svaras 


Muddhan Srikanthi tondartan; indalam muralindalam; 
Veladhuli punar Danam; Viratarkan ca tarkanum; 
Korakkurufifii paurali; Puranirum tatheiva ca; 
Dukkhagandharavum ceti; Paficamam bhinnapaficamam; 
Srikamaram Kaisikium; ghattantariyum Antari; 
Svaranamannalivannam; pattum pattumatayitum 


Application 
Now the practical applications of these svaras are described, with examples: 


i. Artan 


Smgare ratibhave ca 
Prayenarto nigadyate 


In the srngara rasa and ratibhava of heroes belonging to the dhirodhatta category. 
the slokas and sentences are recited in the raga called Artan. Sometimes Indalam is also 
used. 


Examples for Artan 


Calakuvalayadhamnorafijanasnigdhamaksnor- 

bhayacaladhrtiyugmam keyamilolayanti 

mukhaparimalalobhat bhmgadattanuyatra 

Sithilayati subhadramudritam manasam me 
(Subhadradhananjaya, Act 1) 


Anayajaghanabhoga 

bharamantharayanaya 
anyatopi vrajantya me 
hrdaye nihitam padam 


(Nagananda, Act 1) 
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Example for Indalam 


Na khalu na khalu mugdhe, sahasam karyameta- 
dvyapayanaya karametam pallavabham latayah 
kusumamapi vicetum yo na manye samarthah 
kalayati sa katham te pasamudbandhanaya? 


(Nagananda, Act It) 
2. Muralindalam 


Sriramasya tu sambhoga— 
Srngare muralindah 


In the Sambhoga srngara of Sri Rama, Muralindalam is used. For example: 


Sailayamibhirambuvahanivahacchayeistriyamacareih 
sevya paficavatiti me matirabhiidudvelakautihala 
seyam devi, cirocitamupanayatyudyanayogyam sriyam 
sroturvismayaniya vastuvisayassailatavisagarah 


(Ascharyachudamani, Act 11) 
Message in Separation: 


Ayatam mamaparicitaya velaya mandiram te 

coro dandyastvamiti madhuram vyaharantya bhavatya 
mande dipe madhulavamucam malaya mallikanim 
baddham ceto drdhataramidam bahubandhiacchalena 


(Ascharyachudamani, Act V1) 
Muralindalam can also be used at the height of Vipralambha, in the case of Rakshasas 
3. Muddhan 
Raksasanam tu sragare 
raso muddho nigadyate 


The raga called Muddhan is used in the Srigdra of Rakshasas. For example: 
Piban madhu, mukham cumba- 
nnalingan gadha, malapan 
mMandodarya ciram reme 
ravanah kamamohitah 
(Rakshasotpatti) 


76 MANI MADHAVA CHAKYAR 


Maratakatate mandakinya madankanisadini 
kanakanalinotgandhin svarganilan pratigrhnatt 
bhayaparavase dattapaiga mahendraparigrahe 
manujamavadhuyeisa kimam maya saha ramsyate 


(Ascharyachudamani, Act II) 


4. Srikamaram 


Srikamarakhyastesam tu 
vipralambhasya murcchane 


At the height of vipralambha in the case of Rakshasas, vipralambha_ is used. For 
example: 


Gandharvadeityagaganecaranagayaksa 
kany4sanathamavarodhanamasmadiyam 
sarvasvameva tava sundari dasakrtya 
malambate yadi tavasti mayi prasadah 


(Ascharyachudamani, Act V) 
5. Paurali 


Sriramasya tu paurali 
vipralambhasya miircchane * 


In the vipralamha of Sri Rama, Paurali raga is employed. For example: 


Apadyabhangisayanam taruneih pravalei 
raldya puspamalakabharanastaya te 
vaidehi, candi, mama jivitamanini, tva 
mehiti santvayati kamapi puspavallim 


(Ascharyachudamani, Act V1) 


6. Bhinnapanchamam 


Bhinnapanchama is used for Sri Rama, in the sense of wonder ( vismaya) that cuts 
across his srngara: 


Bhinnapancamaragasyat 
Srirdmasyadbhuto kvacit 
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Example: 


Carananalinasadhyam yana, maharyamambhah 
Sayanamavaniprstham, mandanam snanamatram, 
tava taruni, tathapi, tvam Sriya caksusi me 
harasi puramayodhyamavasantiva, citram 


{Ascharyachudamani, Act Il) 
Bhinnapanchamam is used in the vipralambha of Rakshasas. For example: 


Nayati nayane savajiam mam karoti karavrtam 
Srutimasahana Srotranandam vaco mayi jalpati 
vilapati puro ramam baddhanjalau mayi tisthati, 
pratidinamaham jane nasyah prasadanasadhanam 


(Ascharyachudamani, Act V) 


Till now, the ragas mainly based on srmgara were described, The other ragas are given 
below. 


1. Kaisiki 


Rasayoh kaisikam prahuh 
hasyabibhatsayorapi 


In hasya and bibhatsa, the slokas are rendered in Kaisiki raga. 


Example for hasya: 


Dindi dandam dadhano bhasitasita tanurbhasmak]pta tripundri 
bhisvat kaupinavasah pravisati ganayan daksinamasakanam 
mantrartham vahnisalam pratikrtasamayassatsakhibhyamubhabhyam 
No pasyamiti jalpan jala iva matiman modakam devapithe. 
(Pratijnayaugandharayana: (Vasantaka’s alama) 
Example for bibhatsa: 
Nilotpalakrtimapasya rathangariipa- 
mapadyate nayanayugmamidam tanusca 
aliinanasikataya vivrtantamileir- 
danteissaridvimathiteva siteirmmaleih 
(Ascharyachudamani, Act I) 
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Ucchriteikabhujayastimagatam 
$ronilambipurusantramekhalam 
tim vilokya vanitavadhe ghmam 


patrinam sahamumoca raghavah 

(Ramayanam Prabandha) 
Karayomniipure keyam 
padoh keyirakankane 


aiijanam gandayordhrtva 
kabaryam vestitarnsuka 


8. Dukkhagandharam 


Dukkhaga@ndhararagastu 
Soke ca karune matah 


The slokas in karuna rasa, as well as its sthayi bhava, called soka, are sung in 
Dukkhagandharam. For example: 
Etah punarharmyagatastriyo mam 
vatayanardhena vinisrtasyah 
ha carudattetyabhibhasamana 
baspam pranalibhirivotsrajantt 
{Charudatta) 
Visrmbhadurasinipatyalabdhanidra- 
munmucya priyagrhinim grhasya Sobham 
atankasphuritakathoragarbhagurvim 
kravyadbhyo balimivadarunah ksipami 
(Uttararamacharita) 
9. Tarkan 
Krodhe raudrarase capi 
tarka raga udahrtah 


In raudra rasa and its corresponding krodha, Tarkan is employed 
Examples for raudra: 
Vamebhyo hrtamupajivyasasthamamsam 
sadgunyam bhuvinayatam dharapatinam 
samanya tava janani samudranemi 
caritram tava kimidam pativratanam 
(Ascharyachudamani, Act V) 
Katham katham bho navavakyavadin 
Smomi sikhram vada kenacadya 
mumursuna muktabhayena dhrstam 
vanabhi mardat paridharsitoham 
(Abhisheka, Act II) 
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Examples for krodha: 
Akrandantimanathamiva mama misatah 
kanyakam krsamanam 
muktveinam yahi no cedudayagirisiro 
varksmanah krsnadhamnah 
agneyastrasyaniryadbahalasikhisikha- 
§reninirdagdhamirte- 
-ssoham sadyopi dagdhyam tava sita bhasit- 
pandaram bhitadhatrim. 
(Subhadradhananjaya, Act 1) 
10. Viratarkan 
Viranamni rase rago 
viratarko budheismrtah 
For vira rasa, Viratarkan is used. For heroes belonging to dhirodhata variety, their 
enthusiasm (utsaha) gets expressed in Viratarkan. 
Example: 
Vyajrmbhate jaladharodaracumbibahu- 
ravartate ksananatonnata bhiimichakra 
vyadaya vaktramabhidhavati bhimamasma- 
nudghatitargalakavataputa puriva. 
Sandhyaruna salilavahaparampareva 
sdilasya dhaturasadhisariteva bhittih 
balatapa pranayiniva tamalavithih 
sandrSyate sarasalohita tamramirtih 
(Ascharyachudamani, Act V) 
For dhiroddhata: 
Ahi bhavanapidhananyayudhikrtya Saila 
hyamarajayini sainye raksasamattakaksye 
kathamiva ranabhumau vartate vanarana 
mupavanataruvallipallavonmathi yatham 
(Ascharyachudamani, Act V) 
11. Danam 
Since bibhatsa (which was mentioned along with hasya) has already been discussed, 
now leaving them, we come to bhayanaka and adbhuta. 
Danaragodbhutarase 
bhayanakarase kvacit 
In adbhuta rasa, vismaya sthayibhava and occasionally in bhayanaka, the raga 
employed is danam. 
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Example for adbhuta: 


Vasortham dayayeiva nati prthavah 
krttastarinam tvaco 
bhagnalaksyajaratkamandalu nabhah- 
svaccham payo neirjjharam 

drSyante trutitojjhitascavatubhir- 
-mmaujyah kvacinmekhala 
nityakarnanaya sukena ca padam 
samnamidam pathyate 


(Nagananda, Act III) 
For Bhayanaka: 


Antargguhotgatamahajagarasyadamstra 
vyakrstapadamurugarjjitamesasimhah 
damstragrakrstaprthukumbhatatasthivatg 
gatgrivanikhatanakhamaksipati dvipendram 
(Kalyanasaugandhika Vyayoga) 
Sometimes, for bhayanaka rasa also, Veladhuli is used. For Example: 


KolahalaSravanajrmbhitasambhramasya 

siddhasramasya savidhe sahasa vyaloki 

uttalakdlajaladapratimallakanti 

raktambuvarsi bahuraksasacakravalam 

Ehi pasya Sarirani muninim bhavitatmanam 

hatanam raksaseirghoreirbahiinam bahubhirvane 

(Ramayana Prabandha) 

12. Tontu 


TondakhyaragaSsante ca 
bhaktibhave ca kathyate 


The slokas and vakyas that express santarasa, bhakti bhava and sama, the sthayi of 
Santa, should be recited in Tontu. 


Example for Santa: 
Ajiiananidrasayito 
bhavata pratibodhitah 


sarvaprani vadhadesa 
viratodyaprabhrtyaham 
(Nagananda, Act V) 
Example for Bhakti: 
Bhasméalankaragaurassasikusumajata- 
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Silakaupinadhari 

nrttarambhaprasakto mukharadamaruko 
devasomasahayah 

pitva pitva kapalat sahayuvati sura- 
mattahasam vitanva- 

-nnadhavatyesa mattah skhalitapadayuga- 
ssatyasomah kapali 


(Mattavilasa alama sloka of Kapali) 
Now, having described the ragas used in rasas, the rest of them are enumerated. 


13. Indalam 
Viranam nayakadina- 
-muttamanam svabhavatah 


gitasiddhanta tattvajei- 
rindalo raga isyate 


Indalam is the raga ascribed to valorous and noble heroes in their natural form. 
‘Noble’ here means dhirodatta, ‘svabhavata’ means a natural disposition when there is no 
intrusion of other rasas or bhavas like srngara, etc. Examples follow: 


Sri Rama 


Ayam deSassamah §riman 

puspiteistarubhirvrtah 

ihaSramapadam saumya 

yathavad kartumarhasi 

(Ascharyachudamani, Act I, Nirvahana) 

Jimutavahana 

Nyaye vartmani yojitah prakrtayah 

santassukham sthapita 

nito bandhujanastathatmasamatam 

rajyepi raksa krta 

datto dattamanorathathikaphalah 

kalpadrumopyarthine 

kim kartavyamatahparam, kathaya va 

yatte sthitam cetasi 

(Naganandam, Act IT) 

Arjuna 

Ambastanyamahabhisekamupari 

Premasrupatam guro- 

“Taryasyapi vrkodarasya carana- 

-Slesam yamaslesanam 

kesnayaéca kataksaviksanasukham 

nasadayam prapitah 
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puspesorvisikheirmmukundasahaja- 
sanmargapuspasprham 
(Dhananjaya, Act I) 
Vidyadhara 
Drutamajfiananilamavayoh kham 
sikharadutpatatoh Siloccayasya 
anupirvikaya vikarajatam 
grasamaneva vasundhara vibhati 
(Ascharyachudamani, Act VII) 


14. Korakkurunji 


Korakkurunji ragasyat 
kapinam tu svabhavatah 


The natural disposition of monkeys is represented by Korakkurunji raga. Here it 
means that there is no interference of other rasas in the Prakarana. Examples follow: 


Hanuman 


Mainakam nagakanydsuratasuhbrdamu 

llamghya bandhum payodhe 

rakarsan vegavasyam diva iva Sithilam 

carma jimitajalam 

lankam praptosmi devam gurumapi mama vi 

smayayannaSugatya 

rajfio ramasya devyei prahita iva Saro dharayannanguliyam 

(Ascharyachudamani, Act V1) 

Hanuman (in adbhuta) 


Es4m pallavamamsukani, kusumam 

muktah, phalam vidrumam 

vaidiryam dala, mankuro maratakam 

heimam ca $akhaSatam 

ete ke jagatiruho vanajusapyajfiatapirva maya 

prayah saramami divo vitapinah kim tei, rmmamanyo bharah 

(Ascharyachudamani, Act V) 

For Krodha 

Abhihatavaravapragopurattam 

raghuvarakarmmukanadanirjjitastvam 

hariganaparipiditeissamantat 

Pramadavaneirabhisamvrtam svalankim 


(Abhisheka, Act I) 
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15, Puraniru 


Puranirakhya ragastu 
varsakalasya varnane 
prabhatavarnanayam ca 
gitajneirupagiyate 
Puraniru is used in the description of morning, sunrise and the rainy season. 
Example for Rainy Season 


Kekaya ca Sikhindm fnrdudhita 
ketaki sumanasa maruta ca 
niravahamalinasu nisasu 
pranasamSayamaga sa muhirtam 
(Ascharyachudamani, Act V1) 
Description of Morning 


Ksirodavaridhavale Sayane prasuptam 
prabodhayannusasi vandigana narendram 
parjanyavariviratau laliteirvacobhi- 
-radyam pumamsamiva tumburunaradadyah 
(Pratijna, Mantrankam-Nirvahana) 
Description of Sunrise 


Araddrshtam caladalaputeirdirghika padminina- 
-mardhonmilanmukulanayaneih prasphurat bhriganadeih 
tucchikurvattuhinakanikajalakam me purasta- 
-davirbhitam kirananikareirambaradarkabimbam 
‘ (Tapatisamvarana, Act 1) 
16. Srikanthi 


Ankakavasane $rikanthi 
dustanamapi himsane 
sandhyavarnanavelayam 
madhy@hnasya tu varnane 
bhaktibhave ca vidvadbhih 
kathyate gitiparageih 


The slokas and vakyas at the end of each play are recited in Srikanthi raga. : is 
Sometimes used on occasions like the killing of an evil person, the description 0 
Morning and dusk, and occasionally in bhakti bhava. Examples follow: 


The End of an Act 


Aparagirinisannam vasaram vasarasri- 
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rabhimatamabhisartum prananatham pradose 
svatanumatanuragad samvrnotiva saksa- 
-dasitajaladanilenandhakaramsukena 


(Subhadradhananjaya -Act 1) 


Description of Dusk 
Rathacarandyudhasya caranena hato rabhasa- 
-nnabhasa iva cyuto namucirasrakaneih ksariteih 
pratinavabandhujivaksumacchavibhih savita 
SaSimukhi, dingmukhani kiraneirarunikurute 
(Acharyachudamani, Act Il) 
Description of Noon 


Tapat tatksanaghrstacandanarasa- 

pandukapolau vahan 

Samsakteirnijakamatalapavaneih 

samvijyamanananah 

sampratyesavisesasiktahrdayo 

hastojjhiteissikareir- 

~ggadayallakadussahamiva das4m 

dhatte gajanam patih 

(Nagananda, Act 1) 

News of Killing of an Evil Person: 

Tatakayam hatayantu 

vibudha hrstamanasah 

mumucuh puspavarsani 

tesam mirdhasu satvarah 


Visasrju rathavrstim kausumimambuvaha 
nanrtumamaravadhvo daddhanuh khe mrdangah 
Jaguranimisasita dikpurandhryah prasedu- 
stutusurakhilaloka mangaleneivapimah 


(Ramayana Prabandha) 

Bhaktibhava 

Phalodyatghanagharmabindumatani- 

nyastagrahastambujam 

madhye mustinivistapaficasagaram 

bibhranamanyamkaram 

virasrinakharaksateiriva naveir- 

bbanavraneirankitam 


tamam devamavasthitam pranamata 
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pronmathya lanke$varam 
(Ramayana Prabandha) 
Killing of Evil Person 
Aroksyami tavangamatmamahasa 
re krsna krsnetyalam 
ksiptesordvisatassudarsanamasau 
duddarsanam prodvahan 
uccheirdharmapatho jayatvitivadan 
martandacantatvisa 
tenakunthajavam cakhanda kumateh 
kantham vikunthesvarah 


(Rajasuyam Prabandha) 
17, Veladhuli 


Veladhilirbhayaddhetor- 
ddirasthasya vacovidhau 
hasye kvacidavajiiayam 
tvarayam kapi kathyate 
The raga called Veladhuli is employed for talking in fright, defiance, derision, in 
haste, as well as in calling out from a distance. Examples follow: 


Calling Out 


Adttamagniradyaprabhrti hutamasa- 
-ndisitam yatudhanei,- 
-TaplutyakaSagangapayasi munivrsa- 
~ssaptasandhyam japantu, 

bhanorvaha bhajerannacakitamrjuna 
vartmana mandaradrim 
sadhvyascaritrabhangajjahatu bhaya, mapa- 
starggala dyaurapi syat 


(Ascharyachudamani, Act V1) 


Talking from a distance 
Mam vrka bhaksayisyanti $arddiladvipinopiva 
mam harotsrjya kakutsthau namaste raksaseSvara 


(Ramayana Prabandha) 
In Fy Tight 


Kopam prabho, samhara samhareti 
yavat girah khe marutim caranti 
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tivat sa vahnirbhavanetrajanma 
bhasmavaSesam madanam cakara 


(Mattavilasa) 


In Haste 
Asti dvaravati nama 
pare pascimasagaram 
puruhitapuribhiti- 
paribhiiti kari puri 
(Subhadradhananjaya-Nirvahana) 


In Defiance 
Alamistva maghan mirkha 
khadgadhareyamasti nah 
adaviyanayam pantha- 
svarllokamupatisthate 


(Ramayana Prabandha) 
In Derision 


Re re ravana, raksasadhamapaso, 

Magnosi moharnave 

Satrum te samupagatam jalamate 

nobuddhyase kevalam 

ramasceisa karavalambitadhanu- 

stiksnojjvalat sayaka- 

-ssaksat kala ivaparastavapura 

dvaristhitah sanujah 

(Ramayana Prabandha) 

18. Chetipanchamam 

Dvattyadisu patresu 

nicapatresu balake 

svabhaviko bhavedraga- 

Scefipancamanamakah 


The raga allotted to secondary characters, evil characters and children, is called 
Chetipanchamam. Examples follow: 


For Secondary Character 
Unmaryadamupeksya ravanamaham 
ramadvinaSyami nu? 


vyahrtyapriyamapnu yannu vipadam 
chandadutah svaminah 
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paksaudvavapi me na pathya, manayoh 
Sreyanayam ravana- 

nnaso me, patandvasanamacira- 
nnekse yatah svaminah 


(Ascharyachudamani, Act V) 


For Evil Character 


Yasyam na priyamandanapi mahisi 

devasya mandodari 

Snehallumpati pallavannaca punar- 

vwvijanti yasyam bhayat 

vijanto malayanila ravikarei- 

rasprsta baladruma 

seyam Sakrariporasokavanika 

bhagneti vijfiapyatam 

(Abhisheka, Act TI) 

For children 

Vrddhastenavicaraniyacarita- 

stisthanti hum vartate 

sundastridamanepyakunthayasaso 

joke mahanto hi te 

yani strinyakutomukhanyapi pada- 

nyasan kharayodhane 

yadva kauSalamindrasiinunidhane 

tatrapyabhijfiojanah 

(Uttararamacharita) 

Yathendavanandam vrajati samupete kumudini 

tatheivasmin drstirmamakalahakamah punarayam 

jhanalkkarakrdrakvanitagunagunyatgurudhanir- 

dhrtapremabahurvikaca vikaralavranamukhah 

(Uttararamacharita) 

19. Ghattantari 

Dustanigrahavartayam 

Shattantarirudahrta 

@Sirvadavidhavesa 

mangalaprarthanavidhau ; . 

tn bhaiti which describes the killing of an evil person, asirvada which comes 18 

Bharatavakya, in the invocation to a favourite deity and in Nandi mangala, etc. 
Ghattantari is used, Examples follow: 
Killing of an Evil Person 
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Phalodyatghanagharmabindumatani- 
nyastagrahastambujam 
madhyemustinivistapaficasasaram 
bibhranamanyam karam 
vira$rinakharaksateirivanaveir- 
-bbanavraneiraikitam 
rimam devamavasthitam pranamata 
pronmathya lankeSvaram 
(Ramayana Prabandham) 
Bharatavakya 
Imam sagaraparyantam 
himavadvindhyakundalam 
mahimekatapatrankam 
rajasimhah prasastu nah 
(Bhasa) 
Invocation to a Favourite Deity 


katvam sundari, jahnavi kimiha te 

bharta haro nanvasa 

-vambhastvam kimu vetsi manmatharasam 
janatyayam te patih 

Svamin, satyamidam nahi priyatame 
satyam kutah kamina- 

-mityevam harajahnavigirisuta- 
-sahjalpitam patu vah 


Nandimangalam 


Krtva pradaksinamasesavasundharaya- 

-stirthavagahapariSudhamatih prabhase 

srutva mukundasahaja muditabhilasah 

payat sa vah prthulakirtibhujah kiritt 

(Subhadradhananjaya, Act 1, Arangutali) 

20. Antari 

Kavivakye kathaksepe 

kvacidantarirucyate 


In the words uttered by the poet, as well as on occasions when the story is merely 
narrated, Antari is used. Examples follow : 


Words of the poet 
Tasmin viprakrtah kale 
tarakena divaukasah 
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turasaham purodhaya 
dhama svayambhuvam yayuh 


(Mattavilasa-Nirvahana) 


Narration of Story 


Tam deSamaropitapuspacape 
madhudvitiye madane prapanne 
kasthagatasneharasanuviddham 
dvandvani bhavam kriyaya vivavruh 


(Mattavilasa-Nirvahana) 
With this, the elaborate description of the svaras is concluded. 


From Natyakalpadrumam, Kerala Kalamandalam, Cheruthuruthy. 
Translated from Malayalam by Sudha Gopalakrishnan. 


